Introduction
The early Wunderkammer, or "cabinet of curiosity" of Europe from which our modern museums grew, attempted to assemble and categorize all of the rarities of the natural world (Impey and MacGregor 1987) . The arrival in North America by Europeans changed the way they saw the world and their place within it, and the Indigenous residents of those distant lands with whom they came in contact became yet another curiosity to be collected, categorized, and organized. Over the decades however, those peoples whose cultures and lands were colonized by the dominant nations systematically began to lose major parts of their cultural heritage for the sake of collectors and institutions. The act of collecting was both a symbolic way of taking power and control over those people, but some have argued that the very act of placing those objects in a museum allowed the colonizers to also re-arrange, re-present, and re-distribute the people themselves (Smith 1999) . When objects entered museum collections, they were typically viewed through the context of the collector, with an emphasis on their curatorial vision and travel exploits, rather than anything specific about the people or places associated with the objects.
Little respect was shown to human remains, with skulls and bones exhibited in public galleries.
Dioramas showed Indigenous cultures frozen in time, separated physically and culturally from those affluent Westerners who browsed the exhibition halls. A "golden age of museums" during the late 19 th and early 20 th century correlated with the development of anthropology as an academic discipline, as well as civic and national pride movements combined with affluence brought about by capitalistic ventures. World's Fairs often featured Indigenous people and their D r a f t material culture, driving a desire for "salvage anthropology," which attempted to collect evidence of those Indigenous cultures before they became overly influenced by Western society.
1
Not surprisingly, few Indigenous museums 2 existed prior to the mid-20 th century and the international movements that focused on regaining power and sovereignty over lands and cultural heritage. The establishment of UNESCO (the United Nations Educational, Scientific and Cultural Organization) in 1945 marked a change in the ability to coordinate efforts and communications about cultural heritage and the value of protecting and fostering cross-cultural understanding (UNESCO "Introducing UNESCO"). Through their theme of "Protecting Our
Heritage and Fostering Creativity" they have produced declarations that express international recognition for the need to protect both the tangible and intangible aspects of world cultures (UNESCO "Protecting Our Heritage and Fostering Creativity") as well as the need to work with the world's museums to improve the care of collections, expand what is collected (tangible and intangible heritage) and the relationships between institutions and the communities whose items they safeguard.
As many modern Indigenous and Indigenous Studies scholars promote (Smith 1999 , Bowechop and Erikson 2005 , Lonetree 2012 , Cushman 2013 , Geismar 2013 , museums and archives that maintain the collections of Indigenous peoples require a re-examination of their very operation and philosophy, to "decolonize" 3 the institutions. Historically, institutions rarely 1 There have been many excellent summaries of the development of anthropological museums over the past two centuries. It is not our intent to rehash that history, but to illustrate the basic context from which the University of Alaska Museum was born in the early 20 th century. See Ames 1992 , Cole 1985 , Marstine 2006 , Schwarzer 2006 for a few examples. 2 Indigenous and tribal museums are understood to be institutions that are managed under the authority of a triballybased governing authority, typically include collections that represent the local Indigenous peoples, and present interpretations that are based on highlighting culturally-relevant concepts rather than an object-centered approach focusing on functions and uses of objects (Lonetree 2012) . This definition can also include cultural centers, where activities often feature hands-on approaches to the perpetuation of culture, not just preservation. 3 The authors recognize that there is an inherent problem with the term "decolonize" that includes assumptions based on a binary and combative perspective of interpretation and operations. However, given the pervasive overuse D r a f t reached out to ask for the input of the people whose collections were curated within. In collections departments, the languages, organizational principles, and philosophy of care have been centered on the dominant culture of the region. The concepts of ownership and access were also solidly based in Western concepts of property law. These concepts are now coming into question, and being revised, as the process of decolonizing museums and archives proceeds.
Since the 1990s, museums in the United States have become accustomed to inviting the participation of tribal entities in relatively new ways, compared to the first part of the 20 th century. Representatives of Indigenous groups are regularly asked to serve on teams to contribute to exhibitions and programming, and to consult regarding the nature of collections in relation to the Native American Graves and Repatriation Act (NAGPRA). More Indigenous artists and community members are taking the initiative to contact museums and use the collections for their own research and to reconnect with items removed from their home communities. These new relationships are based on an understanding that each party is held to be an equal, and there is a "sharing of skills, knowledge, and power to produce something of value to both parties," (Peers and Brown 2003) , particularly for museums committed to establishing and maintaining new relationships.
The obligations of cultural museum collections in the 21 st century include many that were not considered even fifty years ago. Multi-vocality 4 in exhibitions and programming, collections access to constituents beyond formal researchers, loans to non-museum entities, use of of the term at this time, we concede to use the phrase in relation to museum work to represent the processes of sharing and transferring authority to those outside of the traditional museum staff, being open to new epistemologies, examining processes embedded in traditional museum operations, and reassessing the very culture of museums themselves. There exist no current standards, no shared vocabulary, no set of guidelines on "how to decolonize your museum." Each museum is charting new territory as they uncover what processes work in their institution and community and the best we can hope for right now is to slowly move forward. 
D r a f t
collections from source communities 5 , special curation and handling restrictions, and coownership of objects are just a few. Alaskan museums are among the leaders in many of these areas, due to the unique cultural history of Alaska, the large Alaska Native 6 population and a generation who are expressing greater desire to be involved in telling their own stories within the institutions of museums. In communities large and small, museum staff and Indigenous peoples are working together to change the power structure and create educational opportunities for young and old. In this article, we will describe the history of one Alaskan institution, which has worked to change its own process, quietly developing its way to a more open way of working, to following the new museology (Vergo 1989) , and a more holistic understanding of cultural and scientific knowledge.
The Birth of the University of Alaska Museum (1915-1940)
In 1915 Judge James Wickersham, Alaska's delegate to Congress, had the idea to create the first college in his hometown of Fairbanks, while working in his Washington, D.C. office (Cole 1994) . It would take two more years for the Territorial Legislature to establish and appropriate $60,000
for the school, and another five until it was officially opened for students. This center of education would also come to be the center of systematic collecting of Alaska's natural and cultural history.
5 There are many ways to refer to the communities from which museum items originate, each of which has its own political implications. In this paper, we will use the term "source communities" after Peers and Brown 2003. 6 Interior Alaska to see the collections and undertake fieldwork.
In the young discipline of archaeology, Alaska was promising to hold many answers and to be a source of even more questions including how the development of Arctic human adaptations and cultures developed and spread across northern North America and Greenland.
National museums and their collectors began taking notice and the University and its museum were poised to be central players in the work. The man hired to research the vast collections made by Geist, to establish the anthropology program, and direct the museum in 1935, was Froelich Rainey. "With the thoroughness of a nineteenth-century naturalist, Geist collected everything. … In the few buildings of the new university at College, Alaska … there was not 7 The authors acknowledge that there are concerns within the decolonizing literature regarding the terminology used by anthropologists, archaeologists, and museum professionals to describe the tangible heritage of Indigenous peoples. As with other pragmatic elements associated with this paradigm, there exists no current set of standards or a shared vocabulary that works for all parties and all the populations represented in diverse collections like those at the UA Museum. For the sake of this article, we will use the more traditional museum terminology that references "objects," "artifacts," "collections," and "specimens." D r a f t even a room to unpack in, to say nothing of storing such collections. My first step was to sort out those cases of excavated and labeled specimens, then dig a large hole out back of the main building and rebury a large part of the rest," (Rainey 1992 (Rainey 1947; Larsen and Rainey 1948) . At the time of excavation, Ipiutak was the largest and among the oldest settlements in the American Arctic and "its discovery has led to a reconsideration of all the known theories regarding the origin of the Eskimo," (Larsen and Rainey 1948) . The collections (over 10,000 artifacts ( was the ever-present quest to identify the earliest inhabitants of the Americas.
As the collections grew, the data associated with the collections came from both people's daily lives (e.g., tools, hunting equipment, skin sewing, basketry) from the days prior to contact with settler populations. The interpretation was typical of the time: labels with a curatorial voice with little to no input from the cultures from which the objects originated.
As the American Civil Rights movement brought to prominence the experiences of minorities, the University of Alaska Museum created a public project aimed at showcasing objects and stories of Alaska's Indigenous people in order to bring to light the local impacts of acculturation, partially as a result of the education policies created by Dr. Sheldon Jackson. In 1970, the University of Alaska Museum began the Modern Alaska Native Material Culture 12 Sheldon Jackson wrote of his museum, years after its creation, that he started it after a group of visiting academics observed that the curios of southeast Alaska were being bought by outsiders, and "that in a few years there would be nothing left to show the coming generations of natives how their fathers lived," (Jackson 1893 , quoted in Cole 1985 . This foresight of preservation of objects to benefit the Indigenous people themselves, would be unique for late-19 th -century collecting. 13 Alaska became a state on January 3, 1959. D r a f t (MANMC) Project (NEH grant no. . Conceived of in two phases, the first aimed to purchase objects and identify information that documented the change to Alaska Native material culture as seen in contemporary technology (Rowinski 1972) . The second phase sought to establish "interest and pride in this achievement of preserving traditional elements of a culture while in the midst of changing situations by returning material and information to villages in the form of interpretive packages," (Rowinski 1972b ). This was the museum's first attempt to collect objects of the everyday, and it is these ordinary things that provide the best insights into the cultural changes occurring daily in rural villages across the state. Researchers traveled into several regions of the state to work with people from the Unangax (Aleut), Yup'ik, Iñupiaq, and Gwich'in Athabascan cultures. Hundreds of objects were collected for the museum, mostly as purchases, and standardized information recorded about the individual who provided the object.
14 This information was then used in subsequent exhibits that were developed expressly to travel around the state, in both urban and rural settings, teaching people about the Alaska beyond the urban centers. Pipeline System project (Cook et al. 1977 ), Susitna-Watana Hydroelectric studies (Dixon et al. 1985 ) and the inventories on Alaska's US Army-managed lands (Bacon and Holmes 1980; Dixon et al. 1980) have produced a large volume of collections and a wealth of ethnohistoric information (e.g., place names and land and resource use patterns) and historic documentation that were gathered under the guise of these acts and regulations. Researchers and students benefit from a database system like Arctos because it allows them to personally search the collections on their own time using their own methods to learn about the collections first hand and better develop their research. Museum objects benefit D r a f t through the complex and sophisticated ways that information and artifacts can be linked together in Arctos. Individual or groups of objects and information can be linked through any number of different research projects, exhibits, books, articles, photographs, movies, student papers, Native consultations, loans, and/or class visits. Staff members at the museum benefit in that less time is required executing database queries for others and more time is available to spend caring for collections. UAM as a whole benefits in that it brings us closer to having a unified collection management system among all of the cultural and natural history departments. Ultimately, Arctos will serve UAM well in the coming years as we work to not only to make museum collections more accessible to the general public, but also more relevant.
Faculty and staff, since the late 1990s, have placed a high priority on collecting and preserving the intangible cultural heritage that goes along with the material culture physically preserved in our collection. Intangible cultural heritage can be defined as those "traditions or living expressions" transmitted between generations of peoples, including things like "oral traditions, performing arts, social practices, rituals, festive events, knowledge and practices concerning nature and the universe, or the knowledge and skills to produce traditional crafts," (UNESCO 2003) . It is this important information that helps to contextualize museum collections, and turns anonymous objects collected by individuals who didn't think to record primary information, into artifacts that reference real people with personal stories and histories. It is the information contained in the specimen remarks, or noted in letters from the makers and collectors, that explains the "how" and "why" objects were made, collected, and ultimately accepted into the museum's collections to be preserved in perpetuity, as well as why they were important to the communities and families associated with the objects' histories.
D r a f t
Over the past fifteen years, a number of projects have demonstrated the museum's willingness to work in a more cross-cultural manner, by sharing authority and limiting the rigid rules of museum professional standards. 16 In the section below, we will highlight three major projects undertaken as collaborations between source communities and museum staff and researchers. These projects highlight the value of collecting and retaining both the material culture and the intangible cultural heritage found in Alaskan museum collections.
Anaktuvuk Pass Kayak Re-Covering Project -2003
In 1972, Simon Paneak, a Nunamiut elder from Anaktuvuk Pass, sold a caribou skin covered kayak 17 to the University of Alaska Museum. (Fig. 3) . It was a replica of the kayaks the Nunamiut used during World War II when they were forced to revert to hunting caribou by boat, partly as a result of the limitation on ammunition. The kayak was made with lumber shipped from Fairbanks, and covered with skins sewn by Simon's wife Susie Paneak and Ellen Hugo.
The untanned skins, when exposed to the dry Fairbanks weather, shrank significantly and tore apart. For decades, the kayak was exhibited in the Gallery of Alaska at the University of Alaska Museum. But the damaged appearance weighed on the minds of the staff and the people of Anaktuvuk Pass. In 2003, under the direction of Roosevelt Paneak, the son of the original makers, museum staff returned the kayak to Anaktuvuk Pass to undergo a refurbishment. It was important that the kayak come back to Anaktuvuk Pass for this project, rather than bringing the 16 The UAM is accredited by the American Alliance of Museums, and therefore is committed to following professional standards and best practices as determined by peers and the accreditation commission. However, as we have found, there are times when particular projects require a loosening of these standards in order to comply with cultural best practices and the desires of community members. These standards are set by the profession and the needs of our constituents make up part of that profession. As such, they are constantly evolving. UAM will continue to work with national and international groups to better understand where concessions are best made in order to be culturally responsible as well as doing what is best for the preservation of the collections. worked to compile information about the history of the kayak, the context of the legendary hunt during WWII, the people who worked on the original, as well as assisting the modern residents who would be responsible for making the replacement covering. The entire process was filmed by award-winning documentary filmmaker and curator of film, Leonard Kamerling, and his assistant Takashi Sakurai. In addition, award-winning photographer James Barker documented the daily activities. Over the summer months, the kayak stayed in the community, eventually being taken out on the lake near the village to celebrate the successful completion of the project.
The benefits of this project had tangible results, in the repaired kayak that went back on exhibit upon its return to the museum and continues to be examined and appreciated for its craftsmanship and artistry. The intangible benefits continue to be felt as well, through the improved relations with members of the Anaktuvuk Pass community, the personal satisfaction and accomplishment project participants achieved, and the pride the Nunamiut participants gained by engaging with a cherished piece of their history. (Fig. 4) Through the direction of Roosevelt Paneak, the family got to give back something to the memory of their namesake: "I think [Simon] would be happy that something like this was being undertaken. And bringing it D r a f t back here, had he been here, I think he would be very happy that there is an interest in such a craft," (ibid). (2008) (2009) (2010) (2011) (2012) For five years, the museum participated in a partnership with UAF's Oral History
UAF Oral History Joint Projects
Program, where invited Native elders visited the museum to examine objects in the ethnology and history and archaeology collections. The museum benefitted from sharing our collections with source community members, the majority of whom had never been to the museum before, by gaining new information that could be added directly to catalog records for objects viewed. For five years, accompanied by researchers from UAF's Oral History program, museum staff connected in a personal way with the people whose cultural heritage are being preserved at the museum. Through these visits, the specimen records were improved in accuracy and in texture, in providing information not available to or recorded by the original collector. The more of this primary and experiential information added to the records, the more personalized the information becomes and the more the source communities are seen to take ownership of the museum collections. The museum itself is recognized as beneficial to the people.
Barter Island Project (2015-ongoing)
The Barter Island project established a unique foundation of collaboration between local communities, federal and state agencies, industry representatives, cultural resources management specialists, and museums within the framework of a regulatory project. The collaboration developed from Section 106 20 consultations during ExxonMobil's Point Thomson project as the potential effects of resource development to historic properties were being considered.
Regulators and project managers agreed that historic properties within the immediate project area could be protected from direct project effects, but that indirect effects (such as changes in the visual and auditory properties and feeling of the surrounding landscapes) potentially would need to be mitigated. However, as the community of Kaktovik supported protecting sites from direct 19 http://arctos.database.museum/guid/UAM:EH:UA72-012-0009AF 20 Section 106 of the National Historic Preservation Act (NHPA) requires projects that are funded or permitted by Federal agencies to take into account the effects of their undertakings on historic properties. D r a f t effects, they were also concerned with properties and sites closer to the community and away from the project area. The project focused on a reciprocal mitigation approach to Barter Island sites, rather than putting effort toward mitigating indirect effects on sites far away from the community and a cultural exchange began to evolve. Residents and researchers were able to reconnect with the collections from sites closer to the community, helping bolster local elementary and secondary education programs that preserve and advance their rich Iñupiaq cultural heritage. Archaeologists, museum professionals, and industry representatives were able to learn from community members about important local cultural initiatives and how to be helpful collaborators and advance progress as the community passes on heritage.
For many years, the community had expressed a desire to reconnect with collections that were excavated from Barter Island in 1914 (Fig. 5) by the pioneering Canadian archaeologist Diamond Jenness (1914 Jenness ( , 1958 and curated at the Canadian Museum of History (CMH). The community wished to use artifacts and representations of artifacts from the area to pass on to younger generations knowledge about their heritage, and to create exhibits at a cultural center showcasing their history to visitors for the growing local polar bear tourist industry.
Archaeologists and industry representatives worked with teachers and students to bring artifacts from collections that were gathered by residents from the area surrounding the sites where Jenness excavated (Fig. 6) , and from collections from the UAM. 3D imaging of artifacts from these personal collections 21 was used to communicate the value of learning science and computer skills, and different ways to appreciate material culture and heritage in telling the story of their history. Project intern, and current student at Iḷisaġvik College in Utqiaġvik (Barrow), Madeline
Gordon found the possibility of a new future through this project. "It was really fun working 21 The 3D image files of the objects from local personal collections were given to individuals, the school, the North Slope Borough, and the tribe. Marie Rexford, a Kaktovik community partner, expressed the importance of connecting with artifacts. "Our ancestors were very smart in making all these objects without the tools that we have nowadays. It will help our kids know where they come from, where we come from," (ibid.). 
Why These Relationships Matter
In an era when cultural organizations are spending a great deal of time justifying themselves to funding sources and communities alike, the University of Alaska Museum is demonstrating the value through our actions. From taking a leading role in the 1990s in NAGPRA consultations to the current plans for the Gallery of Alaska renovation where Indigenous groups will be asked to partner in the telling of their own stories, staff are attempting to shift the power dynamics to a collaborative way of collecting and curating objects and information.
Museums are, by definition, a Western concept intimately connected to the process of colonization. However, as museums change the way they see their collections, and shift from being "vaults" where precious items are locked up in the dark, to being more "useful" 22 spaces where visitors become users of the collection, where individuals can connect deeply with ideas and objects, staff will need to change the way they see their role at the museum as well. Curators will no longer be the ultimate authority, but rather partners in the acquisition and preservation of 
